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In a course this year, I was given an interesting rule of thumb to follow in order to truly grasp the mindset of many 
of the authors we were reading. My professor said, “Whenever you encounter a new author or a new artist of any kind, ask 
yourself what are his or her obsessions? What are they passionate about? What are the things to which they keep returning 
throughout their works?”  Using this approach, I came to think about St. Augustine in a different, though certainly far 
richer, way, which intimately connects to the central theme of my thesis and my central motivation for its writing. 
In class, we discussed St. Augustine’s “obsessions” as being time and communication. Fascinated with how we could 
be living in the present, yet could not even say the word present without time already moving us to the past, Augustine 
continually grappled with the ways in which we experienced our past, present, and future. Also, as arguably the creator of the 
autobiography, Augustine was a talker. Communication, how we ever seemed to be able to get anything across to anyone else, 
also intrigued him. Eventually, he concludes that human beings are constantly communicating, trying to express themselves in 
conversation. We express ourselves in an unending quest to  discover exactly who we are.  
This thesis examines this issue within three women in literature as they not only engage in significant acts of self-
expression, but also inspire moments of true self-expression for those in their community. Each woman is able to do so as they 
pursue their own obsession: the  arts of cooking and of entertaining. As one setting out to write a thesis, the culmination of my 
undergraduate experience, I sought out my obsessions, what I was passionate about, the topics to which I am always 
returning: food and entertaining. No other study has come to encompass my personal interests and development over the past 
four years quite like this thesis writing process has. 
 Focusing on works of English and Philosophy, my thesis adequately represents my two majors. Rooted in the topics 
of hospitality, cooking, and entertaining, the thesis reflects who I have become outside of the classroom over the past four years: 
a budding chef and the Executive Director in charge of Campus Entertainment for the Undergraduate Student Government 
of the university. This work is a great catharsis of why I have dedicated myself to such areas of study, extracurricular activities, 
and personal hobbies, as well as grounded me as I prepare to approach a job next year where I will be “entertaining” on the 
more daunting corporate level. I truly have come to believe in my pursuits, as well as why I am proud and continually 
inspired, as my three heroines are, to strive to be my best and most authentic self at all times.  
 I could not have done this work without the tireless support of my advisor, Mary Joe Hughes. While we were lucky 
enough to be on the same wavelength for 75% of the process, that extra 25% which her suggestions and her unique perspective 
added to my work were indispensable. My thesis would still lack a coherent organization and probably be far longer and filled 
with unneeded and flowery adverbs without her discerning eye. Our bi-weekly meetings were a pleasure, as our combined 
energy and enthusiasm led to some great discussions, both on and off topic. I am forever grateful to have met her during my 
sophomore year in the Honors Program and truly could not have found a way to organize my scattered brain without her 
encouragement. 
 I would also like to make special note to Brian Braman, my unofficial advisor for the past four years. Not only did 
he introduce me to the unique power of art and its connection to literature and philosophy through one of the works which 
anchors my thesis, he has been a constant mentor to all of us in the Perspectives program. Over four years, the program has 
truly allowed me to make connections between the liberal arts and to better understand how we all have been intellectually 
patterned by those who have come before us. Participating in the Honors Sequence has challenged me find the best way to live 
“the life of excellence” and to create my own story. Professor Braman and his wife, Peggy, have truly brought the experience 
of my thesis to life, in showing just how a shared meal in the home, surrounded by loved ones and a certain “intellectual 
community of friends” can be a highly influential, transformative, and elevating experience in our lives.  
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 And finally, yet by far most importantly, I must thank my two amazing parents. While for the majority of this 
process, I was too exhausted with writing my thesis to talk to them about its subject or about my progression in its writing, it 
would not have been possible for me to come to this point, to have had the opportunities that I have had which have allowed me 
to complete this thesis. From encouraging me to try out for any play I wanted, to being guinea pigs for my latest culinary 
creation, they have allowed me to constantly express myself freely throughout my entire life. I cannot imagine someone having 
two parents who have loved them more than I have been loved for almost twenty-two years. I cannot imagine being a part of 
any other family or having two more wonderful people to whom I always know I can go home.  
 
Erica C. Reisenwitz 
 
Dig in! 
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Introduction 
No matter the culture, the location, or the tradition, human beings eat. Whether practicing 
biological sustenance, satisfying momentary cravings, or quelling boredom, eating is animalistic; 
a human activity so often pursued without reason. However, is mere coincidence simply to blame 
for the development of the slang term “rations,” referring to food, or is there something 
inherently “rational,” or even metaphysical about the human way of nourishment? Implied is the 
existence of a clear difference between eating and truly having a meal. Eating connotes hurried 
refueling, whereas a meal suggests a complete occasion. Diners gather around a common table, 
sharing of each others’ food and company, turning a mere function for survival into a moment of 
memorable intimacy. Drawing different people with unique tastes into relationships with one 
another, the dinner table acts as an anchor for the human community.  
The idea of the human community and its necessity to human nature is an idea which has 
pervaded philosophical thought from its very earliest years. In his Nicomachean Ethics, Aristotle 
articulates that each human being, in using his abilities to his fullest potential, obtains happiness 
through the practice of his realized capacities. The highest moral good toward which all 
individuals aim is happiness, defined as an activity of the soul in accordance with virtue, sought 
for its own sake. Pursuing this end requires the active exercise of man’s distinctive capacity for 
rationality.  Engaging in activities specifically suited to our identities as human beings, we 
become civilized and separate ourselves from the animals. Because we are social by nature, we 
are poised to achieve our fullest potential through social life in a community. The success of our 
societies, in Aristotle’s view, hinges on the exercise of our individuating characteristics as 
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human beings, as the maintenance of the community is inextricably related to the activities of 
those who comprise it. 1 
The basis for the human community is engrained in the foundation of the family unit, 
where virtues are first learned and practiced. In his work The Hungry Soul, Leon Kass defines 
hospitality as springing from “this mutually shared and self-conscious recognition of mutual 
vulnerability and dependence, awareness of which is embodied in the first institution men 
establish to meet necessity, the home” (106). The respect, recognition, and celebration of human 
communal living offered in practicing hospitality strongly suggests that through the preparation 
and the sharing of a meal, one of the most civilizing of all human activities, humanity can be 
aided in bettering itself 
Yet, what or who brings about this unique opportunity for true dining? How are we 
removed from our routine and inspired to an unusual appreciation of the everyday? A special 
type of person with a certain set of characteristics is needed to transmit an ordinary practice into 
an extraordinary event. The facilitator of such transcendence is the chef or the host. Skillfully 
attending to the details of the meal and the felicity of the guests, the host is the guide of the ritual 
dinner. Hosts are marked by the very nature of their beings. Natural providers and protectors, 
hosts convert their gifts and talents into an art. Just as a sculptor sees his great warrior or 
statesmen in a crude block of stone, hosts see mealtime as having the potential for mediating a 
seemingly arbitrary element of daily life into a masterpiece. The brush strokes and carvings of 
their works are found in the humble transformation of a bushel of vegetables and a raw piece of 
meat into a meal, the preparation of the feast’s setting, and the selection of guests invited to take 
part in its celebration.  
                                                 
1
 Aristotle, Nicomachean Ethics, Book One, Chapter 7 (pgs. 7-10). 
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However, the type of artistry exercised through the serving of food that can bring forth a 
conversion experience is not easily understood. Because food is something we experience in the 
everyday, the idea that the art of food is somehow more common or easier to appreciate than 
other more formal arts seems natural. Yet, this same quality for critic Elizabeth Telfer is what 
discounts the culinary as art altogether; food “does not have the same kinds of meaning as the 
major art forms have” (59). Though we make reference to the “the culinary arts,” ordinary meals 
are not commonly seen as something created to be permanent or to gastronomically convey a 
deeper message. A perfectly cooked piece of lamb, for Telfer, cannot bring us to tears as the 
great prologue from Wagner’s “Tristan and Isolde” might. Maintenance of the authenticity of 
recipes passed down from generation to generation cannot compare to the oral tradition through 
which classical works such as the Odyssey were told and retold. A sense of the timeless is not 
present in a meal the way the timeless is represented by a still-life of Cezanne. For Telfer, food is 
a fleeting pleasure and cannot be contemplated as a “great work” of art can. Thus, she concludes, 
“To be a great work of art, an object must have had the chance to ‘speak’ to different 
generations. […] Works of art in food, whether creative or interpretative, cannot gain the same 
stature as those of greater permanence” (59).  
Telfer may be right. How can we truly mark one meal as being more significant, or more 
influential, or more artistic than another? Although Americans commemorate the first 
Thanksgiving meal every November, can we truly say we are experiencing a feast of the same 
culinary tradition as the one the Pilgrims shared? Has the integrity, the artistry of the event been 
lost because the meal is not in its original form? While ready-to-bake rolls and boxed stuffing 
may not have been present at our first Thanksgiving, their mass appeal today is inspired by a 
desire to recreate what indeed was present: a sense that something highly transformative and 
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significant was present within the lives of those gathered around the inaugural table. Perhaps our 
First Thanksgiving was the one amicable celebration its participants had in many years. Perhaps 
the meal, its hosts, its presentation, and its flavors reminded all of a past which has been left 
behind, yet established hope for the community ahead. Still, can this justify the culinary 
experience as more than just eating? 
While we may not consciously realize the forces at work while attending a dinner 
ourselves, examining the retelling of the shared human experience with meals and meal 
preparation allow us to analyze more objectively the multi-faceted meanings behind the event. 
One way in which to do this is through examining the role that mealtime has played in literature. 
Carolyn Korsmeyer observes that “because eating is a daily necessity, one finds scenes of food 
distributed liberally about the plots of stories, sometimes as the dramatic focus of an event, 
sometimes as background, sometimes as incidental detail, something merely implicitly” (185). 
Seeing that an author has dedicated a page, a chapter, or even an entire novel to the examination 
of food, we are challenged to look at something in our ordinary experience as perhaps something 
more substantial than a passing habit. Mealtime truly can be an elevating experience, artistic in 
its own right, which more fully develops the human nature.  
Virginia Woolf’s novel, To the Lighthouse, Isak Dinesen’s short story Babette’s Feast, 
and Frances Osbourne’s biography Lilla’s Feast explore the unique human transformation 
present as their heroine hostesses go beyond simply feeding to truly cater to their guests. In each 
piece, a dynamic female hostess serves as the creator of the harmony present at each table. In 
fulfilling the role attributed to her as a primarily domestic creature, each woman demonstrates 
her character as anything but common. Although three very different narratives on the whole, the 
works share the same heart as their presentation of grandiose meals, creative spirit, mystical 
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energy, and ultimate human transcendence express the unique power each hostess has to create 
warmth in even the coldest of homes. Korsmeyer establishes the power of literature to express 
this message:  
Some narratives of eating illuminate relatively commonplace--and therefore 
familiar--experiences.  Others pull the undertow of eating to the surface and make 
us confront what is implicit or forgotten or willfully ignored about eating, values 
both negative and positive. And finally, both eating and narratives are cultural 
practices.  When food is treated in fiction, therefore, it brings to light the way 
eating may achieve significance within the tradition the narrative in question 
addresses or in which it participates (187).   
 
Our encountering feasting in literature reminds us that we must always be challenged to 
overcome the complacency associated with the everyday, specifically the biological function of 
eating, as we reflect on the meaning of eating and its connection to who we are. 
The intensely personal experience of cooking for the three women in To the Lighthouse, 
Babette’s Feast, and Lilla’s Feast is simultaneously shared with their community. In Woolf’s 
novel and Dinesen’s short story, we encounter great feasts which transform communities in a 
moment unlike its members have ever experienced. In Osbourne’s biography, we encounter 
feasting preserved through memory, as we are drawn into each true account of dining through 
our imaginations. Yet, what about each hostess’ culinary masterpieces, their mode of self-
expression, allow those who partake in their creations to better themselves? While a meal 
naturally nourishes and sustains the body, can the meal, like art, do anything for the soul?  Can 
food, something perceived to be transitory by nature, achieve permanence?  
Each work which we will study serves to strongly challenge Telfer’s perspective on the 
dining experience. Aristotle helps us to understand this challenge. He suggests that true virtuous 
activity has the ability to transcend time: “For no function of man has so much permanence as 
virtuous activities,…and of these themselves the most valuable are more durable because those 
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who are happy spend their life most readily and most continuously in these; for this seems to be 
the reason why we do not forget them” (13). When one practices one’s craft to the best of one’s 
ability, the community is strengthened and operates better as a whole. We are all endowed with 
talents both necessary and appropriate to be shared in community. Ideally, through being 
ourselves in the most authentic way possible, humanity comes to realize its own ends: true 
happiness.2 Thus, by indulging themselves in the art form that engages them most, the women of 
each novel have the potential to elevate the natures of those who experience their art. Born out of 
home-grown tools, cookery can truly be an art of the common people. Our psyches can be 
affected by the ritual act of dining.  Through reflection on the communal culinary experience, as 
presented to us in ready-to-analyze literature, we may almost spiritually experience the art and its 
encouragement of the perfectibility of our own human natures. 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
2
 Aristotle, Nicomachean Ethics, Book 1 
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The Women, Our Artists 
First, and foremost, each of the primary source novels examined in this thesis tells a 
story. Most germane to our study are the personal histories of the main characters which we 
acquire as we turn the pages. In the Modernist fiction of Virginia Woolf, the parable-like short 
story of Isak Dinesen, and the biographical account of Frances Osbourne, the text is enriched by 
the common emphasis which is placed upon character development. An examination of the 
character of each woman sets the conditions for understanding the greater goal of our topic: to 
establish the vitality of cookery as an art form which aids in the elevation of the human soul. 
The distinct life experiences of Mrs. Ramsay, Babette, and Lilla pattern the unique way 
in which each finds their own gratification in the gastronomic. Having amassed a personal 
history with food and a specific reverence for its handling, each woman acts out of her intimate 
knowledge of the power of all things culinary and the importance of the home. While the 
character, the background, and the personal histories with food of our female literary subjects 
differ greatly, each supports the assertion by Margaret Visser that, “food is a female concern, and 
often one of the main sources of a woman’s power in the household. Women…make their 
cooking expressive of their feelings…” (276). Although Mrs. Ramsay, Babette, and Lilla are 
three very different women, the shared goals and the motivation for which each woman cooks 
allows her to live most authentically. Within each hostess lies a common desire to find her own 
identity and distinct voice through the use of what she knows best: her art.  
Anthropologically chronicling the eating habits of humankind throughout history, 
Margaret Visser points to the home as root of our understanding of mealtime as more than just a 
food-centered event: “The cooking that went on over the hearth fire, and the daily meals 
consumed nearby, expressed the relationship of members of the family to each other, their 
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kinship and their unconditional, continuing loyalty. One definition of a family—a definition with 
different degrees of significance in different cultures—is ‘those who eat together’” (80). This 
paradigm is the one by which Virginia Woolf’s Mrs. Ramsay has been patterned. Utilizing the 
virtues of her wit, beauty, patience, and charm in the everyday, Mrs. Ramsay fulfills the duty of 
the archetypal Victorian English woman as she is meticulously attentive while remaining, 
especially in the eyes of Woolf’s Charles Tansley, “the most beautiful person he had ever seen” 
(Woolf 14). Mrs. Ramsay establishes herself as a social and a domestic artist as she hosts 
elaborate dinner party for her family and the other guests of their summer home.  
Although she has probably not ever handled a raw piece of meat or peeled a new potato 
herself, a characteristic typical of women of her era and stature, Mrs. Ramsay has not been kept 
from learning the intricacies of meal preparation. As Woolf’s text suggests, Mrs. Ramsay has 
gleaned her own personal history with food, most likely from other strong female influences in 
her life. When describing her great dinner, Mrs. Ramsay proudly notes that the meal about to be 
served is an old French recipe belonging to her grandmother. Through marking the recipe as 
French, a culture known for its culinary reputation, Woolf suggests Mrs. Ramsay has garnered an 
appreciation for fine cuisine: “Of course it was French. What passes for cookery in England is an 
abomination […]. It is putting cabbages in water. It is roasting meat till it is like leather. It is 
cutting off the delicious skins of vegetables. […]. ‘And the waste,’ said Mrs. Ramsay, ‘A whole 
French family could live on what an English cook throws away’” (101). Though she has most 
likely enjoyed the comfortable lifestyle of an upper-middleclass woman, Mrs. Ramsey 
effectively mediates the roles of both servant and host, as she demonstrates the common sense 
and the skill which any cook would have while maintaining the appearance of a dignified 
hostess.  
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Emphasizing presentation and attention to detail, Mrs. Ramsay relies on her ability to 
create domestic harmony to give order and meaning to her own life, as well as the lives of her 
family and friends. Gently exerting her influence on those around her, Woolf’s heroine 
commands the respect of a Queen, even as she stands to reprimand her children: “She was now 
formidable to behold…for there was in all their minds…something in this of the essence of 
beauty, which called out the manliness in their girlish hearts, and made them, as they sat at table 
beneath their mother’s eyes, honour her strange severity, her extreme courtesy…” (Woolf 7). 
Reverence and awe seem to follow Mrs. Ramsay throughout the novel, as she navigates a 
balancing act between wife, mother, and friend with grace. 
An inherent giver, caretaker, and entertainer, Mrs. Ramsay seeks to discern the strength 
and the stability of familial bonds in an unsure world. Though Woolf strongly reinforces the fact 
that Mrs. Ramsay genuinely enjoys providing for her family, implied is a sense that Mrs. 
Ramsay’s affinity for ordering the domestic realm is a subconscious reaction to her frustration 
with what she cannot control in the real world.  Just as she balances roles in her own sphere, Mrs. 
Ramsay tries to reaffirm her hold on life itself: 
She took a look at life […]. A sort of transaction went on between them, in which 
she was on one side, and life was on another, and she was always trying to get the 
better of it, as it was of her; and sometimes they parleyed…; there were, she 
remembered, great reconciliation scenes; but for the most part, oddly enough, she 
must admit that she felt this thing that she called life terrible, hostile, and quick to 
pounce on you if you gave it a chance (Woolf 60). 
 
Organizing a dinner party, Mrs. Ramsay has complete control over every aspect of the meal. In 
the face of total control, the accidentally late arrival of two of her guests seems to upset the 
harmony she attempts to create. She may plan for days, yet the unexpected in life somehow 
ultimately interjects.  
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Using the meal as a metaphor for the way she proceeds in her own life, Mrs. Ramsay 
seems to both enjoy and to dread the order she has created.  For Mrs. Ramsay, life is a cycle 
during which we can never grasp permanence: “Mrs. Ramsay is occupied with the details of 
domestic life, with the rhythm and change of growth and decay, of cooking and cleaning up” yet 
is “privately feeling remote and disconnected, wondering if all life has left to her is ‘an infinitely 
long table and plates and knives’” (Korsmeyer 213-216). The meal, therefore, plays a role in 
Mrs. Ramsay’s personal quest to discover how she can make a lasting impression and to create a 
single moment of peace in a world constantly in flux. 
Isak Dinesen, however, chooses to differently define a dynamic hostess in Babette’s 
Feast. While Mrs. Ramsay may be more focused on perfecting the theatrics of hospitality 
through an almost scripted moment, the “French maid-of-all work” Babette, title character of 
Dinesen’s short story, fulfills the role of provider and hostess amidst very different 
circumstances (2). Dinesen delineates a myth-like story of the French Babette, a woman forced 
to abandon her life in Paris during the civil unrest of the late nineteenth century. A friend who 
had visited a tiny Norwegian fishing village on the Jutland peninsula years before advises 
Babette to find refuge in the home of two women with which he had once been acquainted. 
Martine and Phillippa, the daughters of the deceased leader of a pious Lutheran sect, are known 
to be the villagers’ sole source of spiritual guidance. Remembering them as good people, mutual 
friend Achille Papin recommends Babette to be a help. Yet, “…the true reason for Babette’s 
presence in the two sisters’ house was to be found further back in time and deeper down in the 
domain of human hearts” (Dinesen 2). While serving as a maid for Martine and Phillippa, 
Babette proves to be a light for the sisters in an unusual way.  
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Although Papin only mentions the fact that Babette can cook casually, almost as if it were 
an afterthought, a great personal history with food accompanies the French refugee. Clearly 
knowing her way around a kitchen, Babette adapts to the spartan lifestyle of the sisters, learning 
to cook “a split cod and an ale-and-bread-soup as well as anybody born and bred in Berlevaag” 
(Dinesen 16). As she is taught to prepare the staples of the sisters’ diet, however, it is clear that 
Babette has never seen food treated so irreverently, as “the Frenchwoman’s face became 
absolutely expressionless” as she witnesses the blending of ingredients (16). Her reaction 
suggests that such simple fare is a bastardization of what she herself is capable of achieving in a 
kitchen. The quality of food establishes the tone of her new life: it serves its purpose to sustain, 
yet leaves her unsatisfied. Graciously, however, Babette continues to work under the sisters.  
Unknown to both her community and the reader until the conclusion of the short story, Babette’s 
perfection at keeping house hides a deeper connection with her true artistic talents. 
Shy and dutiful, Babette is the anti-Mrs. Ramsay as she remains unassumingly loyal to 
the sisters. Rather than captivating those she is in service to with outward vigor, Babette is 
quietly respected by the community: “In the course of time, not a few of the brotherhood 
included Babette’s name in their prayers, and thanked God for the speechless stranger, the dark 
Martha in the house of their two fair Marys” (Dinesen 17). Babette eases into the community and 
its expectations rather than attempting to fit them to her own. Through her shrewd wit and 
discriminating eye she keeps the sisters’ fed within their small budget, even leaving enough for 
them to contribute charitably to their community. Martine and Phillippa both see how valuable 
Babette has become to them over the twelve years she spends in their service before the main 
action of the short story begins. 
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For Babette, the personal and professional struggle of a woman ripped from her own 
world intensifies her desire to prepare her great feast. Although she is limited in her options, 
Babette chooses each ingredient for every meal she prepares with loving detail, making the most 
she can with what she is given. Yet, Babette yearns to again practice the culinary artistry she lost 
when leaving Paris. Martine and Phillippa notice this, “They would find her in the kitchen, her 
elbows on the table and her temples on her hands, lost in the study of a heavy black book […]. 
At such moments they realized that Babette was deep, and that in the soundings of her being 
there were passions, there were memories and longing of which they knew nothing at all” 
(Dinesen18). Babette’s interior turns are the only way she remains able to access a part of her life 
now gone. 
Babette faces the challenge of being unable to create, a pain worse than asphyxiation for 
an artist. Thus, discovering she has won the French lottery presents Babette with an opportunity 
beyond Berlevaag. While the Dean’s daughters automatically assume that Babette’s new found 
wealth will drive her away from them, Babette celebrates that she may again have the means to 
create as she once did. Babette’s connection with food is perhaps the most intensely personal 
connection we encounter in examining our three novels because it is the most understated, 
internal, intangible pleasure which she seeks as she begins to plan her feast. As she creates, she 
begins to publicly reconnect with the woman she was before her exile. 
 From a Frenchwoman forcibly displaced from her homeland to the daughter of 
expatriates halfway around the world, our final hostess thrives on the recipes she creates.  In 
Lilla’s Feast, Frances Osbourne records a family memoir of her great-grandmother Lilla, a 
woman of British origin who was raised in colonial China. Living through years of arduous sea 
travel, military upheavals, and a Japanese interment camp during her hundred years on earth 
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between the mid-nineteenth and mid-twentieth centuries, Lilla’s life comes to be defined by the 
personal history with food she acquires during different periods of her life. Osbourne notes that 
Lilla’s masterpiece, her recipe book, is highly reflective of her unconventional life abroad: “Lilla 
wasn’t an average British person. She had been born in China, surrounded by French, German, 
Italian, Russian, and even Japanese friends. And her recipe book is packed full of French fare 
and pasta recipes, Russian concoctions and Chinese chow” (230). Lilla proves to be an 
interesting character, immersing herself as a member of many different communities through her 
culinary interests.  
  From an early age, Lilla is taught to believe that delicious meals with flavors reminiscent 
of their exotic origins can carry her a long way toward happiness, even if only through her 
imagination. Matriarch of a British family living in a far Eastern land, Lilla’s mother, Alice, did 
her best not to allow her family or her neighbors to forget the tastes of their home country 
thousands of miles away:   
When they came round for dinner, Alice, who was never a person to do anything 
by halves, would have shown her Chinese cook how to produce a great banquet of 
overflowing fishes….Others exuding the comfortingly familiar aromas of gravies, 
steak and kidney puddings and roasts, sweeping her guests through the icy night 
air back to their nurseries, their mothers’ laps and rolling green hills several 
thousand miles away (Osbourne16).  
 
Osbourne’s luscious text conveys to readers that food is the anchor of Lilla’s memory. Lilla’s 
early childhood was a variety of tastes and textures, as her mother taught the family not only how 
to conduct themselves at a formal dinner party, but also to truly appreciate and enjoy preparing 
and eating their meals in the proper, well-mannered British way. Regarding her children as 
simply small adults, Lilla’s mother, “brought out soups and starters teaching her children to ease 
crabmeat from its shell, flip the bones out of a fish, wolf watery noodles without spilling a drop, 
eat hot, spicy foods without letting their eyes water” (16). This highly sensory experience with 
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food from a very early age allows Lilla to later associate the deepest and the most intimate 
emotions she felt with each mealtime.  
Raised in an environment where meals were simultaneously history lessons, science 
experiments, and daily nourishment, Lilla no doubt became a product of her alternative 
curriculum.  Throughout her memoir, Osbourne emphasizes that Lilla’s only aspiration in life 
was to grow up to become her mother: a career wife and mother who took her role as keeper of 
the house as the most sacred vocation. If we established Babette as the anti-Mrs. Ramsay, we can 
fairly call Lilla the modern Mrs. Ramsay. Lilla is in many ways a traditional British woman; yet, 
she is most distinguished as a strong woman who uses her culinary talents to adapt herself and 
her family to the inevitable changes of life, instantly bringing comfort to all. Though her goal 
may be seen as uninspiring to the modern American woman, Lilla takes an uncanny pride in 
continuing the traditions her mother began. She not only serves as wife, mother, and hostess, but 
also as teacher, provider, and artist throughout her years in China, London, and even the camps. 
Frances Osbourne’s great-grandmother expresses her inner artist in an attempt to very 
concretely grapple with her own memories of the past. Yet, rather than a more private art, Lilla’s 
talent is also her loudest voice. No matter where in the world Lilla finds herself situated, 
recreating the meals of her youth bring her and those around her home; “civilizing” in any 
situation. As a child, Lilla is intellectually and emotionally patterned to believe in food as the 
ultimate expression of love to friends and family.   
How to turn your kitchen into an ever-simmering workshop of succulent roasts 
and irresistible sweet bakes and soft spices to tease the tongue—[…]. These 
talents, Alice taught her daughters, were the tools for marriage, the tools for the 
only life that lay ahead of them. These were the unseen keys, I can almost hear 
her murmuring, to unlocking a husband’s heart. Spoil him rotten, she would have 
whispered, cater to his every need, and he will not be able to help himself but 
show you love in return (Osbourne 26).  
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Cooking, for Lilla, is the way in which she expresses herself to everyone. Happiest while 
ordering a home, Lilla understood her role in holding the family together. While she never is the 
primary bread-winner, she is always the provider. Clever and passionate, Lilla uses her talents in 
the kitchen to cater to every wifely duty. Osbourne muses, “I wonder when she worked out that 
her sensuous cooking for her husband was a way of making love?” (86).  
Lilla discovers, however, that even a blissful home life cannot make one forget the 
turbulent world outside her door. As a result of the changing social and political circumstances 
within her community, Lilla creates her masterpiece in a way different from both Mrs. Ramsey 
and Babette. Knowing both privilege and deprivation throughout her life, Lilla comes to use food 
as an escape into something with which only she is acquainted, something which only she can 
understand. It is Lilla’s brother, Vivvy, who suggests the idea of writing a book, as he was 
writing one of his own on the history of their native Chefoo after the effects of World War II had 
begun to hit China. As a way to cope with the difficulties of the present, celebrate the past, and 
pass traditions to the future, Lilla takes Vivvy’s suggestion as a way to express herself and her 
experience in the best way she knew how: 
It had to be a recipe and housekeeping book. It must have been the only book 
Lilla felt she could write. In any case, just as Vivvy clearly regarded the history of 
Chefoo as his area of expertise, Lilla knew that hers was food. The buying of it, 
the preparing of it, and the serving of it—and making a home a place where you 
wanted to be. And good fresh food…was disappearing from Chefoo’s shops. […]. 
Vivvy’s book about Chefoo was his way of keeping the old treaty-port way of 
life, the life that was vanishing, alive. Writing about food would be Lilla’s 
(Osbourne 181).  
 
Exact measurements, ideal cooking times, and luscious flavor pairings would make up the facts 
in Lilla’s history book. In setting out to create her recipe anthology, her true autobiography, Lilla 
seeks to escape personal hardships by finding hope through the medium so foundational to her 
character.  
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The Conflict: How is the hostess received and perceived in a tension-filled community? 
As each woman embarks on a quest to fulfill her own nature by discovering her best self 
amidst an unfamiliar and often tumultuous world, she is somehow misunderstood or elevated to 
mythic status by her peers. Despite having a role in each of their communities, the women are 
highlighted as inherently different from the others. The tone and mood created by the author’s 
descriptions of their hostesses’ effects on the lives of others is a precise indicator toward the 
larger significance each woman holds in defining the heart of each authors’ work. Through 
having her contemporaries describe her with such a sense of awe and suspicion, each author 
prepares to expose the fullness of their heroine’s power as they reveal themselves as their plots 
unfold.  
Woolf describes many of the characters in To the Lighthouse admiring Mrs. Ramsay as 
purely an aesthetic pleasure, worshipped in a way that rivals any object of a traditional romantic 
work. At times, the giddiness incited by the very presence of Mrs. Ramsay borders on the 
pathetic. Readers find examples of this in Charles Tansley, who when acknowledged by her, 
“felt an extraordinary pride; felt the wind and the cyclamen and the violets for he was walking 
with a beautiful woman. He had hold of her bag” (Woolf 14). Tansley’s extreme reaction 
resulting from a simple act of laziness on Mrs. Ramsay’s part demonstrates the extent to which 
she is doted upon. To hold something that she herself has clutched makes Tansley ecstatic in a 
way a love-sick young man may simper alongside an older woman, hoping and pleading with 
every glance for a signal of returned affection. 
The contemplative character Lily Briscoe notices this power that Mrs. Ramsay seems to 
have over not only the men, but all of those in her home. Although she attempts to dismiss her 
thoughts, Lily cannot help but be enchanted by the way her hostess floats around a dinner party: 
Reisenwitz 21 
“It was nothing of importance; something about Mrs. Ramsay. It paled beside this “rapture,” this 
silent stare, for which she felt intense gratitude; for nothing so solaced her, eased her of the 
perplexity of life, and miraculously raised its burdens, as this sublime power, this heavenly 
gift…” (Woolf48). Knowing Mrs. Ramsay is present, Lily is somehow comforted and reassured. 
She is not alone in this, as through her musings on the way Mr. Bankes is taken in by Mrs. 
Ramsay, we see Lily equally as captivated by the elusiveness and the worldly significance a 
woman like Mrs. Ramsay represents: 
For him to gaze as Lily saw him gazing at Mrs. Ramsay was a rapture, equivalent, 
Lily felt, to the loves of dozens of young men (and perhaps Mrs. Ramsay had 
never excited the loves of dozens of young men). It was love, she thought, 
pretending to move her canvas, distilled and filtered; love that never attempted to 
clutch its object; but, like the love which mathematicians bear their symbols, or 
poets their phrases, was meant to be spread over the world and become part of the 
human gain (47).  
 
In Lily’s observation, Mrs. Ramsay is not simply an elevated beauty, but an almost divine, 
untouchable, reverential love. She is perceived to have come from another world, somehow sent 
to serve a vital purpose on Earth. In Bankes’ gaze, her entire person seems to justify the whole of 
existence.  
While Woolf’s implied notion of Mrs. Ramsay as a God-like figure would sound 
blasphemous to sisters Martine and Phillippa, the two become highly suspicious of a captivating, 
almost devilish presence within their Babette. From the outset, Martine and Philippa are highly 
wary of Babette’s competence:  
They had distrusted Monsieur Papin’s assertion that Babette could cook. In 
France, they knew, people ate frogs. […] The idea of French luxury and 
extravagance next had alarmed and dismayed the Dean’s daughters. The first day 
after Babette had entered their service they took her before them and explained to 
her that they were poor and that to them, luxurious fare was sinful (Dinesen 16). 
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The very mention of frogs as daily fare recalls the traditional key ingredient in a menacing 
witch’s brew. The concept of allowing any new, exotic, or expensive flavor to touch the palate is 
unquestionably sacrilegious to the Protestant community. For the sisters’ sect, the barer 
something is, the closer that thing must be to God. While the sisters allow Babette to tend to her 
daily tasks and do not press her in any way, the women remain quietly unsettled by the 
possibility that she may be secretly drawing damnation upon their household.  
For as suspicious as they are of what Babette may or may not be brewing, the sisters 
seem to fear the possibility of her leaving even more. With the potential latent in an annually 
renewed French lottery ticket tying a part of her back to Paris, Babette could at any moment flee 
back to her home, as if she were a figment of the women’s imaginations: “At that they felt that 
their cook’s old carpetbag was made from a magic carpet and at a given moment she might 
mount it and be carried off, back to Paris” (Dinesen 16). Yet, Dinesen’s text suggests that there 
was something more powerful, as if Babette were divinely placed in that specific home, in that 
specific community for a very specific reason which must be delicately revealed. 
Unlike Mrs. Ramsay and Babette, Lilla seems to manipulate the perception of her as both 
awesome and mysterious to her advantage. While she is merely considered by others as a woman 
who brought the best of English civilization with her wherever she went, Lilla, as described by 
Osbourne, knowingly uses the culinary arts as a type of playful black magic. Often her guests are 
unaware of what has come over them as Lilla presents them with a hypnotizing meal. Using 
cooking to win people over, to convince them to trust her, she reminds them of a time in their 
lives when things may have been simpler. She conjures up memories of “lightly buttered scones 
and jam, pastry-encased fruit tarts, the slices of strawberries, gooseberries, and peaches fanning 
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out from the center of each tiny cake, and alcohol-soaked raisin breads and sponges that pinned 
you to your chair as their vapor engulfed your eyes and nostrils”(Osbourne 162). 
Meal time serves as an extended ritual of spell-casting for Lilla. While facing the 
disapproval of her first husband’s family, Lilla turns to what she knows best to express her love 
and devotion for their Ernie in an attempt to convince them that she is worthy. Determined to 
cook her way into the heart of Ernie’s father, Lilla goes to work: 
Papa was the first to fall under Lilla’s spell. Usually fanatically abstemious, as he 
feared developing his father’s gout, he was hypnotized by the richness of the 
household’s new food—no doubt piling so much into his long, lean frame that, 
after dinner, he had to sit quite still for a while, his head spinning. After a day or 
two, merely the smell of Lilla’s cooking made him dizzy with anticipation 
(Osbourne 80). 
 
Once the father had been won, Lilla is sure not to lose his son. Lilla placates her husband’s 
professional disappointment by indulging him in traditional comfort food. As his spirits sink 
more and more after the loss of a coveted military position, Lilla sooths his pride by transporting 
him to another time and place where he could be comfortable, prominent again simply “by 
smearing anchovies onto hot toast dripping with melted butter” (106). Holding the power to 
access such memories with the flick of the whisk, Lilla indulges in her power to allow others to 
indulge themselves. Her grand-daughter believes, “I think she must have lulled Ernie’s anger 
with himself, with his eyes, with the system that had sent another man to take his coveted place 
in Kashmir, in a smooth rich, buttery haze of food” (106). Using specific foods to intertwine the 
senses with the memory in the kitchen, Lilla haphazardly prepares herself for the challenge she 
will face in composing her recipe book. 
The authors’ purposeful descriptions of the mystical aspects of each woman underscore 
how tensions have shaped the mindset of their peers. The preoccupation with selfish concerns of 
Mrs. Ramsay’s community, the fear of an unknown, corrupting force within Babette’s village, 
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and the struggles of finding hope in Lilla’s new, conflict-charged world set the conditions for the 
awe and the suspicion with which each woman is received. In examining each narrative, we are 
challenged to see the other types of characters with which the authors have chosen to surround 
their heroines. What is it about the women’s behavior that seems somehow incongruous with life 
as those in the community are experiencing it? A general coldness which infects each community 
colors the environment into which these women enter. What is so important about seeing each 
woman operating in this type of disconnected community? Each feast affirms the great work of 
these literary heroines, as the change in the community’s initially mysterious perceptions 
measure the effects each woman has had by the conclusion of their stories. By placing the 
women in such a way, each author makes the transformations to come at the hands of their 
heroines that much more significant. 
In Woolf’s novel, Mrs. Ramsay must navigate a chaos of conflicting wills and 
circumstances in order to seat everyone at her dinner party. Although hopeful for the success of 
the occasion, Mrs. Ramsay observes her guests as uncomfortable as the party begins. As Woolf 
writes the scene traveling from one partygoer’s perceptions to the next, she gives the impression 
that each person is terribly disconnected and uninterested in the evening’s meal. The gathering 
reads as a forced occasion. While Charles Tansley makes hostile comments to Lily, Augustus 
Carmichael offends by asking for a second plate of soup. Paul and Minta have not arrived on 
time. Mr. Ramsay further distances himself from his wife, as he sits at the opposite end of the 
table acting rudely toward his company.  
Mrs. Ramsay allows her own thoughts to wilt, as she becomes detached from the 
proceedings around her: “She had a sense of being past everything, through everything, out of 
everything, as she helped the soup….It’s all come to an end, she thought, while they came in one 
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after another” (Woolf 83). Any illusion she may have had of the evening going as planned slips 
away. Feeling utterly disrupted, Mrs. Ramsay realizes, “they all sat separate. And the whole of 
the effort of merging and flowing and creating rested on her” (83). As everyone exists in their 
own sphere, even while physically seated together at the dinner table, the peace of the evening 
lies unresolved, highlighting the repeated theme with which Mrs. Ramsay struggles: time is 
something we can never seem to grasp. We cannot make our thoughts stop any easier than we 
can stop the sun from rising. We are always in motion, always in flux.  
A different category of disunity pervades Babette’s community, as she enters the village 
Berlevaag during a time when the spiritual commitment of the sect is rapidly deteriorating into 
austere habit, leaving all unsettled and prone to hostility. Without the Dean’s fervent leadership, 
the villagers pull away from a way of life rooted in religious purpose toward a life of empty, yet 
militant, routine that gives rise to an overall coldness and irritability with each other: “His 
disciples were becoming fewer and fewer in number every year, whiter or balder and harder of 
hearing; they were even becoming somewhat querulous and quarrelsome, so that sad little 
schisms would arise in the congregation. But they still gathered together to read and interpret the 
Word” (Dinesen 1). The coming together to celebrate the anniversary of the Dean’s birth is be an 
occasion to celebrate the founder of their sect; yet, the guests cannot even let this event be 
without its suspicions. While Babette creates in the kitchen, unseen by those in the dining room, 
the sisters and their guests gather in their shared fear of the unknown. 
Governed by their fear of eternal damnation, the people of the village perceive even the 
most benign celebrations, such as Babette’s meal, as having the potential for moral corruption. 
Dinesen’s text echoes their wariness of physical enjoyment as an older member of the 
community remarks, “‘the tongue is a little member and boasteth great things. The tongue can no 
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man tame; it is an unruly evil, full of deadly poison. On the day of our master we will cleanse our 
tongues of all taste and purify them of all delight or disgust of the senses, keeping and preserving 
them for the higher things of praise and thanksgiving’” (Dinesen 27). In her assessment of 
Babette’s Feast, Carolyn Korsmeyer agrees that, “Fear was as prominent a feature of their 
emotional lives as love, and it twisted their relationships into tense knots” (209). It is against this 
background of self-denial and disparagement of bodily pleasures that Babette prepares her feast.  
Using cooking to deal with the tensions of a community directly affected by global 
warfare, Lilla seeks to ease her own stress and the stresses of those around her through 
manifesting her talents in a new way. When suddenly taken in by the Japanese in an interment 
camp, considered a foreigner in her country of birth after the bombing of Pearl Harbor, Lilla 
confronts the first challenge of her life that her talent cannot immediately solve. Without the 
resources to cook, Lilla is left with nothing to provide. Lilla’s situation looked bleak: ‘Every 
aspect of the inmates’ lives in Weihsien was ordered by layer upon layer of ruthlessly effective 
committees. […] These had been set up by the first prisoners to arrive at Weihsien, on the 
instructions of the Japanese. […] But in doing so, they set up a structure that would enable the 
Japanese to keep them there for a very long time indeed” (Osbourne 209). Living under artificial 
circumstances amidst a conflict in which their own roles are not truly understood, the camp 
communities are strained to their cores.  “For the first few months at Weihsien, Lilla didn’t go 
too hungry. The cartloads of supplies that rolled into the camp still contained green vegetables, 
potatoes, and meat. But the meat was so packed with sinew and gristle that only a small 
proportion of it could be eaten” (210).   
Seemingly without her tools of the trade, Lilla attempts to exercise creativity where she 
can. Carefully investigating primary sources, Osbourne is able to reconstruct the daily experience 
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of life in a camp committee: “…the three camp kitchens were fanatically well run by the camps 
oligarchy. […]. The great challenge was to try to serve a meal other than stew, or serve it ‘dry’—
that is, ‘put on a plate rather than in a bowl’”; yet, “Kitchen jobs were sought after—‘jobs kept 
you sane’” (Osbourne 211).  While working in the kitchens with the limited materials she was 
given, Lilla fears the worst has yet to come. Lilla tries not to think about what would happen next 
through her imagination: “Trying to keep herself immersed in a world where there were still the 
leftovers of great joints of lamb, pork, and beef to make stock from. A world in which these had 
not long since vanished from the market stalls. When the men hadn’t vanished from their homes. 
And where she could keep on hoping that everything would be all right again” (186). But how to 
conjure those memories without actually exploiting the senses? For Lilla, her second husband 
Casey, and all in the camp, pleasures simply had to be imagined. At this point, Lilla turns to 
writing her cookbook, not only to express herself, but to attempt to help those around her cope 
with the loss of the lives they once knew. 
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The Masterpiece Feasts 
In establishing each woman as having mysterious power and influence in her 
communities despite distinct situations of adversity, Woolf, Dinesen, and Osbourne set the stage 
for the climaxes of their stories. Although facing the daunting circumstances of a dinner party 
gone wrong, a celebration turned silent, and a nation imprisoned, our heroines are somehow 
poised to take action.  Yet, to what degree does the potential to reconcile the profound disunities 
they live within through their culinary abilities exist within each woman? What influence can 
one woman have over her family and friends to make them quit their own thoughts and indulge 
her desire to celebrate around a common table? How can another, being of a completely 
divergent background of those she serves, change years of old attitudes and prejudices? Is it 
possible for one other expression of creative expertise to remind and to inspire others to hope for 
a life not yet completely lost? Almost selfishly seeking a way to fully express herself, our 
heroines stand up to their circumstances, reinforcing each novel’s establishment of the meal as 
having more power than may be commonly appreciated.  
Because we all must eat every day, making the meal an event, especially an event meant 
for socializing which includes those outside of our immediate family circle, is essential to 
orienting ourselves as a part of the larger community of humanity.3 As Aristotle reminds us, we 
are at our best and achieve our fullest potential working in community. Being fully human 
involves developing that potential, actualizing a fullness of the body, the mind, and the soul. 
While we may only think to nourish our physical bodies, our minds and our souls are in need of 
as much care; for, in many examples, an illness of the latter two may lead to an illness of the 
former.  Our study aims to suggest that sharing a meal is a way in which we can engage our full 
                                                 
3
 Visser, pg. 84  
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selves, bodily and spiritually. As she presides over her specific feast, our novels’ heroines act as 
priestesses, facilitating the link of the body, the mind, and the soul for her guests.  
For Mrs. Ramsay, the great dinner party featured in chapter seventeen serves as a 
microcosm of her own perception of the world around her. Though she does not cook the meal 
herself, she has already proven a knowledge of cookery and hospitality which allows her to make 
any orchestration of a meal her very own.4 Within the extreme attention to deal given to the 
occasion, readers see the intensity of Mrs. Ramsay’s desire to create order from chaos through 
her dinner party; to seat each close to her, if only for a moment, amidst the changing world.  
A strong mark of human civilization, the dinner party represents years of humans 
gathering to share in a physically nourishing and mentally engaging act. Margaret Visser 
expands on the overall significance that the specific dinner time has had in our society, 
highlighting its intricacies as representative of its evolution: 
A dinner, then, when guests are invited into one’s home, is now nearly always a 
night-time occasion. The table laid for it is lit, if at all possible, by candle in 
candelabra, even though we no longer use candles as our normal light source. Lit 
candles cast a flattering light on food, faces, china, and glass, and their use for 
evening meals and little else has become a marking ritual: ‘We now have 
gathered,’ they say, ‘for dinner.’ For millennia we sat round a fire to eat, and fires 
remain for us symbolic of the group which gathers round for light and warmth. 
Candles last their predestined, visible length. They represent spans of time for us: 
a lifetime, with the flame as a life itself, fragile but still alight (Visser 160). 
 
Mrs. Ramsay, like Visser, seeks to establish the dinner party as a formal, distinguished event in 
time. The fragility of time which Visser mentions is precisely the concept with which Mrs. 
Ramsay struggles to grapple in Woolf’s novel. Visser’s historical examination of dinners 
throughout history matches well with Woolf’s description of Mrs. Ramsay’s event: 
Now all the candles were lit up, and the faces on both sides of the table were 
brought nearer by the candlelight, and composed, as they had not been in the 
twilights, into a party round a table, for the night was now shut off by panes of 
                                                 
4
 Telfer, pg. 86.  
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glass, which, far from giving any accurate view of the outside world, rippled it so 
strangely that here, inside the room, seemed to be order and dry land; there, 
outside, a reflection in which things wavered and vanished, waterily (Woolf 97). 
 
In a world in which struggle and destruction are inevitable, the possibility for the comfort found 
in the meal is profound. The formal setting of the dinner party mediates the harshness of the 
world with the civility of the gathering.  
Once the candles are lit in the dining room, those at the dinner party enter into Mrs. 
Ramsay’s ideal world, where all are warm, protected, and provided for.  The perfection of the 
evening’s main course of boeuf en daube, Mrs. Ramsay’s recipe for a provincial French beef 
stew, seems to initiate a transformation around the table.  
And she peered into the dish, with its shiny walls and its confusion of savory 
brown and yellow meats and its bay leaves and its wine, and thought. This will 
celebrate the occasion—a curious sense rising in her, at once freakish and tender, 
of celebrating a festival (Woolf 100). 
 
Mrs. Ramsay begins to revel in her vision of order, as she slices specific pieces for each guest: 
“With this scene as well as the pleasure of the meal and its centerpiece dish, boeuf en daube, 
serve as a catalyst for conversation and good feeling;” (Korsmeyer 212). Outside, the world lies 
cold, ever in flux, isolated; yet, inside, in the dimmed candlelight, Mrs. Ramsay and her guests 
prepare for a moment of clarity. 
As her meal progresses, Mrs. Ramsay witnesses her fantasy of unity come to fruition. 
Gathered around the table, engaged in conversation and the meal before them, Mrs. Ramsay’s 
guests surrender their self-awareness and personal preoccupations as, “some change at once went 
through them all, as if this had really happened, and they were all conscious of making a party 
together in a hollow, on an island; had their common cause against that fluidity out there. Mrs. 
Ramsay, who had been uneasy…and unable, she felt to settle to things, now felt her uneasiness 
changed to expectation” (Woolf 97).  As a group consciousness develops, Mrs. Ramsay is 
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calmed. Somehow, her earlier ramblings to Tansley do not matter. She forgets Paul and Minta’s 
late arrival. The imperfections and the distance within her own marriage seem to dissolve. 
Possibility again seems within Mrs. Ramsay’s reach, as Woolf’s narrator famously notes that the 
atmosphere around the table had shifted in such a way that it is if “some weight was taken off 
them; anything might happen” (98).  
Consequentially, each guest finds their own experience of perfection through their dinner 
encounter with their hostess. Mr. Bankes eats his piece as attentively as Mrs. Ramsay selects it 
for him, emotionally moved as he savors the meat’s depth of flavor:  “It was rich; it was tender. 
It was perfectly cooked. How did she manage these things in the depths of the country? He asked 
her. She was a wonderful woman. All his love, all his reverence, had returned; and she knew it” 
(Woolf 100). Lily cannot take her eyes off of Mrs. Ramsay, floating ghost-like about the table in 
her very element: “There was something frightening about her. She was irresistible” (101). 
Though initially describing Mrs. Ramsay’s power over the group in a hostile way, Lily concludes 
that these actions, haunting as they may be, convey the very antithesis of fear for Mrs. Ramsay: 
“Mrs. Ramsay, Lily felt, as she talked about the skins of vegetables, exalted that, worshipped 
that; held her hands over it to warm them, to protect it, and yet, having brought it all about, 
somehow laughed, led her victims, Lily felt, to the altar. It came over her too now—the emotion, 
the vibration, of love” (101). The reverence with which she discusses the elements of the meal 
parallels the care Mrs. Ramsay gives to each of her guests. As every vegetable ripens with time, 
each guest readies him or herself to receive a moment of peace.  
While the table truly comes to a moment that none of them had ever experienced, Mrs. 
Ramsay recognizes something more stable within the environment she has created. As Carolyn 
Korsmeyer observes: 
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She [Mrs. Ramsay] takes pleasure in the well-prepared food, its transformation 
into delight; and she insistently acknowledges its impermanence.  But while it 
lasts, the moment of community and of shared pleasure seems to have found a 
point of rest, of beauty.  At moments during the dinner party, Mrs. Ramsay senses 
the constancy that eludes most experience and is exhilarated by the somewhat 
inchoate awareness of something enduring emerging out of the cohesion imposed 
on the company by her dinner (217). 
Woolf’s own fascination with this concept is one shared by her heroine. As Mrs. Ramsay’s meal 
is an effort to achieve permanence, ordering forces usually out of her grasp, Woolf’s work may 
be said to do the same. Throughout the course of the dinner, Korsmeyer’s point is well-
supported: “…this story is far more than the triumphant merger of sensuous pleasure and 
spiritual exaltation. The meal demonstrates Woolf’s great preoccupations: time, its passage, and 
the changes it wreaks; memory and forgetfulness; the irreconcilability of our shifting 
perspectives on reality” (212). Here, the meal is presented as a tool which helps us to recognize 
the significance of memory to the human experience. We, like Mrs. Ramsay, hope to hold 
specific, static moments in our mind that have brought us joy, have allowed us to experience 
grief, and have indelibly shaped our character despite the varying and the random occurrences of 
the everyday.  
Having seen her dinner party unfold before her eyes, Mrs. Ramsay recognizes both a 
social and a personal success in the occasion. Reflecting directly on Woolf’s work, Carolyn 
Korsmeyer notes the social divisions which Mrs. Ramsay reconciles in both her personality and 
her careful planning of the meal itself, as “the ritual of dinner has prevailed, and almost in spite 
of themselves the assembled company acquiesces in Mrs. Ramsay’s desire that the meal be a 
pleasurable occasion.  One might go so far as to say that the boeuf en daube has exercised as 
much social force as she has” (215). With its flavors enticing the guests, the meal keeps the 
guests seated and enjoying their food long enough for them to realize that all of the perfection in 
the main course also surrounds them at their table.  
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Shortly before dinner concludes, Mrs. Ramsay most directly confronts her internal 
struggle with time as she seems to have temporarily solved life’s challenges. A timeless 
perfection and static beauty is achieved through her efforts. In that moment, Mrs. Ramsay takes a 
moment to reflect on what has passed, what may come, and what cannot be escaped.  
Everything seemed possible. Everything seemed right. Just now (but this cannot 
last, she thought, dissociating herself from the moment while they were all talking 
about boots) just now she had reached security; she hovered like a hawk 
suspended; like a flag floated in an element of joy which filled every nerve of her 
body fully and sweetly, not noisily, solemnly rather, for it arose, she thought, 
looking at them all eating there from husband and children and friends; all of 
which rising in this profound stillness (she was helping William Bankes to one 
very small piece more, and peered into the depths of the earthenware pot seemed 
now for no special reason to stay there like a smoke, like a fume rising upwards, 
holding them safe together. Nothing need be said; nothing could be said.  There it 
was, all round them.  It partook, she felt, carefully helping Mr. Bankes to a 
specially tender piece, of eternity; she had already felt about something different 
once before that afternoon; there is a coherence in things, a stability; something, 
she meant, is immune from change, and shines out (she glanced at the window 
with its ripple of reflected lights) in the face of the flowing, the fleeting, the 
spectral, like a ruby; so that again tonight she had the feeling she had had once 
today, already, of peace, of rest. Of such moments, she thought, the thing is made 
that endures (Woolf 105). 
 
Powerfully, the thing that is made is the memory of peace and order brought about by Mrs. 
Ramsay’s dinner party. In that meal, through the crisp vegetables and each guests’ most selected 
pieces of meat, a transcendent peace is found which mitigates all of the differences and all of the 
constraints of time which prey upon each at the table once they are removed from the controlled 
environment of the dining room. 
While Mrs. Ramsay desires to inspire constancy, security, and protection in her world, 
she is not simply some sentimental, typical maternal prototype. Korsmeyer observes that Mrs. 
Ramsay does have a very real sense of that fact that anything she may create is temporary; yet, 
there is always the hope that something in her work will remain:  
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She is a match-maker intensely interesting in couplings and progeny, yet she casts 
a clear eye on the fact that as time passes the hope of permanent happiness is 
always betrayed.  If the moment is to be celebrated, it is also to be recognized as 
simply a moment.  Her meal is the perfect token of this recognition: it is a triumph 
both gastronomically and socially; and it is quickly finished (216).  
 
Although the meal takes great care to prepare, the dinner is consumed relatively quickly. The 
moment is passing before it has even finished. Woolf dramatically describes Mrs. Ramsay’s 
sense of this in her pause before leaving the celebration room: “With her foot on the threshold, 
she waited a moment longer in a scene which was vanishing even as she looked, and then…it 
had become, she knew, giving one last look at it over her shoulder, already the past” (Woolf 
111).  
Though leaving the room under the assumption that all is finished, Mrs. Ramsay proves 
to be the creator of something permanent after all. After the meal is complete, the guests unite 
against the darkness and the uncertainty that lies outside the window in fleeting moment of order 
and beauty. However, the feelings of the moment which compel them toward such action are not 
as transitory, as Korsmeyer notes, “the scenes of these events present reflection on taste and its 
pleasures, the transience of the experience, and the significance the occasions retain in memory 
long after they are past” (203).  Korsmeyer’s point is proven in Lily’s reflections years after Mrs. 
Ramsay’s dinner party, as she is still clearly affected by the meal and the memory of Mrs. 
Ramsay which it evokes. Just as Mrs. Ramsay attempted to do at her table, Lily now seeks to 
break down the barriers existing between people through her art. Instead of Lily’s canvas, Mrs. 
Ramsay uses her dinner table as her medium.5  Her orchestration of such a moment is awesome. 
The unity formed out of a disparate situation is what is remembered and longed for after her 
death.  
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 A similar hope for unity and protection from the coldness of a spiritual world, oriented 
around denial, is achieved in Babette’s resolution to prepare a celebratory feast for the 
anniversary of the Dean’s birthday with her lottery winnings. While Babette begins the creation 
of the greatest gift that she could give to the Norwegian sect, Martine and Phillippa protest:  “A 
very plain supper with a cup of coffee was the most sumptuous meal to which they had ever 
asked any guest to sit down to” (Dinesen 22). However, the eventual consent of the sisters 
changes Babette and instills an energy in her which they have never seen. While they are often 
intrigued by their French housekeeper, the sisters suffer from chronic apprehension about what 
Babette may do if left to her own devices in the kitchen. On the day of the feast, suspicion 
lingers at the table as the sisters worry they have given Babette the means to finally bring true 
witchcraft into their home: “They dared not set foot in the kitchen. […]. The ladies could not tell 
what fires had been burning or what cauldrons bubbling there from before daybreak” (28). While 
a transformative invention is started in the kitchen, central in the sisters’ minds is how their 
guests will receive the results of Babette’s day-long toils, not the creative work itself.   
Though less extravagant and less formal than the room in which Mrs. Ramsay’s dinner 
party takes place, the humble dining space in the Dean’s modest home is familiar and 
comfortable to the Dean’s former disciples. Providing shelter from the potential for evils 
unknown, the dining room artificially mediates the community’s perspectives on the outside 
world into a more pleasing reality: “Seen from in here the great world in its winter-whiteness 
was ever prettily bordered in pink, blue and red by the row of hyacinths on the window-sills. 
And in summer, when the windows were open, the great world had a softly moving frame of 
white muslin curtains to it” (Dinesen 29). Housing flowers that are not in season and veiling the 
real world with a shadow of purity, the dining room seems the appropriate location in which to 
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begin the night’s revelation of truth. As the guests were greeted “with warmth and sweet smell,” 
the sight of the Dean’s picture, wrapped with near immortal evergreens, “their hearts like their 
numb fingers thawed” (29). Slowly, imperfectly, the sisters’ guests begin to warm to the 
occasion Babette has set.  
Faith and love emerge within Babette’s feast, as her personal history is revealed in the 
new experience of her guests. Although conscious of the reason for their celebration and their 
duty to remain silent on the subject of what is served, the guests appreciate the meal as more than 
a special occasion for prayer, even without the understanding of the level of cuisine which they 
are served. The lone exception is General Loewenhielm, the only guest not a member of the 
Dean’s community, who begins to recognize their meal as far more than the humble feast the 
others appear to be passively eating. Tasting each course as it is presented to him, Loewenhielm 
not only recognizes the flavors but recalls the elaborate names of each dish. The community 
around him is visibly unfazed, as “they were all quietly eating their Blinis Demidoff, without any 
sign of either surprise or approval, as if they had been doing so every day for thirty years” 
(Dinesen 36). Readers begin to see the community as increasingly naive, as Babette and 
Loewenhielm seem to be in on a secret world. Yet, despite their limited knowledge of the 
cuisine, the community is at peace: “So few things ever happened in the quiet existence of the 
Berlevaag brotherhood that they were at this moment deeply moved and elevated” (27). 
In their humble appreciation of the meal, an innocence is revealed in the group which 
renders their hearts open to honest change. Rather than be rude, the community tries to decipher 
a familiar flavor in the meal. As many of them taste champagne for the first time, “…the 
Brothers and Sisters knew that what they were given to drink was not wine, for it sparkled. It 
must be some kind of lemonade. The lemonade agreed with their exalted state of mind and 
Reisenwitz 37 
seemed to lift them off the ground, into a higher and purer sphere” (Dinesen 37). The habitual 
reverence and rigid politeness with which they all strive to live unexpectedly allows the guests to 
continue to be served and to experiment with a variety of tastes beyond their usual rations.  
At the height of importance to the new gastronomic experience celebrated during dinner 
is the group’s acquaintance with fine wine. Though wine is familiar to the sect only within the 
context of the Mass, Margaret Visser notes the beverage’s history of being a natural facilitator of 
social unity: “Drinking it induced religious awe and direct acquaintance with Dionysus, the god 
of the vine, of ecstasy, of the group acting as one, of the loss of individual identity” (244). 
Although against their self-denying beliefs, the sect begins to understand that lowering their 
social inhibitions is not a sinful, luscious thing, but rather an opportunity for the revelation of 
truth and honesty among the group.   
The power of wine lies in its ability to loosen the tongue and thus loosen the heart, as 
Visser expands, “talking is one of the ways in which we ‘rise above food’: we are not at a table 
merely to eat, but in order to enjoy each other’s company” (262). The guests, in addition to their 
vow of silence for the evening, are often silent with each other. Yet, what would have been 
previously considered sacrilege produces a change within the community:  
Most often the people in Berlevaag during the course of a good meal would come 
to feel a little heavy. Tonight it was not so. The convives grew lighter in weight 
and lighter of heart the more they ate and drank. They no longer needed to remind 
themselves of their vow. It was, they realized, when man has not only altogether 
forgotten but has firmly renounced all ideas of food and drink that he eats and 
drinks in the right spirit (Dinesen 38).  
 
As the meal progresses, the village begins to open their hearts to a new possibility; a possibility 
for converting what was sinful into a deeper act of prayer. Dinesen develops this by writing the 
other characters’ dinner conversations. Each recalls memories where they may have wronged 
another of the community, but did not apologize for it. Truth is revealed as they can finally cease 
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their silent penances and be open with one another. Though the white curtains still veil the 
darkness outside, “the vain illusions of this earth had dissolved before their eyes like some, and 
they had seen the universe as it really is. They had been given one hour of the millennium” 
(Dinesen 42).  
Dinesen’s text is strongly supported by the theories of Leon Kass. For Kass, in the human 
desire to create, we imitate our Creator God. Another dimension of human nourishment is 
revealed, as Kass concludes, “the meaning of eating not only reflects human self-understanding; 
it also embodies the intimations we have regarding our relation to divinity” (196). Kass suggests 
that we as humans have become more holy, more rational, and thus closer to God through our 
experience with the meal.  By appropriately indulging in what they had so feared and so 
renounced in the past, Babette’s village comes closer to celebrating their faith, and each other, in 
a way which nourishes rather than deprives the soul. 
As the delights of the palate awaken something within the community members that they 
have sought to repress, the guests feel a surge of emotion and genuine love for one another. The 
moment is enhanced by General Loewenhielm’s inspired speech on human choice and divine 
grace; a speech reminiscent of the fervent words of the late Dean. Colonel Galliffet’s comment 
that this dinner, which he recognizes as the very feast prepared by a woman who once worked at 
the Parisian Café Anglais, makes “ ‘a love affair of the noble and romantic category in which one 
no longer distinguished between bodily and spiritual appetite or satiety!’”(Dinesen 38). That 
woman is of course Babette, whom has created a meal with flavors so elevated that eating and 
prayer fuse into a great act of love. Significantly to the sect, this is one of the strongest messages 
of the Christian New Testament’s Last Supper. In their own “Last Supper” moment, the 
community is reborn in friendship and love, leading Leon Kass to conclude that “thanks to the 
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extreme generosity and openness of both host and guest, the visage of the eternal shows itself in 
the midst of the most temporal, as superb food and wine nourish the bodily and the spiritual 
hungers of the assembled” (191).  
The satisfaction of the meal to the mind through conversation, the body through 
nourishment, and the soul through the shared celebration of each marks a true change in the 
hearts of the community. Yet, the conversion which takes place surrounding the Dean’s table 
seems more than unlikely. Most every guest feels certain that their world is one in which sin and 
temptation incessantly abound. Carolyn Korsmeyer notes that until this dinner event, the only 
way the sect knew how to keep the outside world from taking them over was through intense 
restraint: 
Devout Christians of an austere Protestant sect, they do all that is humanly 
possible to subvert and deny what they would regard as their ‘animal’ nature.  Yet 
they must eat, and in the most exalted act of eating that any of them will ever 
experience there is still the shadow of the devouring world...albeit now it has been 
transformed into something wondrously removed from its original form 
(Korsmeyer 203).  
In the shared enjoyment of taste and conversation provided by Babette’s meal, the village’s spirit 
has been purged of fear and reborn in the spirit of friendship. Through the experience of the 
dinner, Babette’s alchemy completes what the late minister’s preaching had not accomplished: a 
mending of the community and a sense of God’s presence.6 
While the community may fail when asked to explain what had changed their behavior 
while at the sisters’ table, they demonstrate the effects of such a transformative event beyond the 
dining room. As if a knot had been untangled, the tension had been released, and no one fought 
any longer to bury emotion.  
Of what happened later in the evening nothing definite can here be stated. None 
of the guests later on had any clear remembrance of it. They only knew that the 
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rooms had been filled with a heavenly light, as if a number of small halos had 
blended into one glorious radiance. Taciturn old people received the gift of 
tongues; ears that for years had been almost dear were opened to it. Time itself 
had merged into eternity. Long after midnight the windows of the house shone 
like gold, and golden song flowed out into the winter air (Dinesen 41).  
 
Hearts that had once been blind, closed, and cold for years are opened by the feast which Babette 
facilitates. Still unassumingly tucked away in the kitchen, maintaining that she is more chef than 
hostess to these guests, the woman who “had appeared to be a beggar…turned out to be a 
conqueror” (Dinesen 15).  
In exposing her talent as the former head chef of a famous Parisian hotel, Babette also 
experiences a moment of perfect happiness and order, not unlike the moment Mrs. Ramsay 
experiences just before the end of her dinner party. While orchestrating this transformation as a 
hostess from behind the scenes, Babette uses her art to reach her own fulfillment as a person, but 
also to share a moment of perfect comfort and beauty with those who have only known a hard 
and a passionless life. As Babette is presented with another opportunity to cook again, 
performing her art for her own sake and the sake of the art itself, graceful nobility manifests at 
the table. 
For Babette, the success of the meal is more than seeing her guests pleased; true joy is 
found as she activates a talent that had been forced into dormancy for some time. Korsmeyer 
agrees.  While we recognize Babette’s extraordinary dinner as a public triumph that brings peace 
and happiness into a reluctant and dissonant community, the reactions of those she serves are of 
little importance: “for Babette; the creation of the meal was an end in itself” (210). The meal is a 
celebration of Babette’s ability to translate a decadent feast, worthy of French aristocracy, into 
her new community. She remembers that those who could appreciate her arts were also those 
who placed her in this exile. Having achieved this art for herself, independent of the world of its 
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origin, demonstrates her true passion for creation. Dinesen allows Babette to assert this herself in 
the text:  
‘Dear Babette,’ she said softly, ‘you ought not to have given away all you had for 
our sake.’ Babette gave her mistress a deep glance, a strange glance. Was there 
not pity, even scorn, at the bottom of it? ‘For your sake?’ she replied. ‘No. For my 
own.’ She rose from the chopping block and stood up before the two sisters. ‘I am 
a great artist!’ she said. She waited a moment and then repeated: ‘I am a great 
artist, Mesdames.’ Again for a long time there was deep silence in the kitchen. 
Then Martine said: ‘So you will be poor now all your life, Babette?’ ‘Poor?’ said 
Babette. She smiled as if to herself. ‘No, I shall never be poor. I told you that I am 
a great artist. A great artist, Mesdames, is never poor. We have something, 
Mesdames, of which other people know nothing’ (Dinesen 47). 
 
When she performs at her very best, Babette has the ability to make people exorbitantly happy. 
Yet, this side-effect is not what motivates her to continue to create as she does. To summarize 
her emotions, Babette quotes Achille Papin, friend and an artist of the opera, who truly 
understood the feeling of an artist’s delight in achieving their own standard of perfection: 
“‘through all the world there goes one long cry from the heart of the artist: Give me leave to do 
my utmost!’’”(48). Being her most authentic self is truly what Babette gains in the completion of 
the celebratory feast.  
Not celebrated in a specific location, at a specific time, with specific guests, Lilla’s 
creation is markedly different from the other feasts we have delineated. Lilla’s is not a feast that 
can be tasted and enjoyed in the moment in which it is created. There is no table at which other 
diners may converse. We cannot see the immediate effects of her masterpiece directly on her 
community. Lilla’s cookbook is not in celebration of a single occasion, but rather a celebration 
of a life she once knew; a life which she hopes to resurrect for herself, those suffering alongside 
her in the Japanese camp, and the next generation of homemakers: “It’s a book for making the 
best of times in the worst of times, a book that makes you believe that if you could fill your mind 
with a cream cake or anything delicious, then you could transform the bitterest experience into 
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something sweet and shut out the things that you need to forget” (Osbourne x). Osbourne 
speculates that had Lilla not been keen enough to use her talents in the kitchen in creative ways 
before, “I’m not sure she would have had the determination, the imagination, to shut out the bad 
things by writing down not just the odd recipe, but a complete encyclopedia of cookery that runs 
chapter by chapter, from a “course of cooking” to soups to fish to game and on to hints on 
homemaking. And gets right to the end” (xi). 
Detailing instructions on everything from the conventional mushroom soup to the 
mysteriously named “beef tea”, Lilla fills her book with a lifetime of culinary encounters. 
Drawing from recipes of her relatives and friends, those of her own creation, and still more 
which she had found in books, magazines, and newspapers, Lilla brings the normalcy of food 
into daily conversation again. In the camp, food remains one thing everyone has known and a 
comfortable, common topic in which everyone can participate.7 Osbourne notes that even her 
great-grandmother held doubts on whether this venture of hers would be worth anything at all, as 
“the sheer flimsiness of the paper Lilla was typing on seems to emphasize how tenuous these 
hopes were. After the first couple of pages of blank paper, Lilla ran out and turned to typing on 
rice-paper receipts, torn from a blank book left behind by the soldiers” (Osbourne 187).   
Through her sometimes desperate efforts, Lilla begins producing a great catharsis of her 
life experience. Starting from the very beginning, Osbourne guides readers through the format 
and tone of her relative’s work:  
‘Cooking stands today amongst the most important arts,’ she writes. ‘A few 
suggestions in boiling, simmering, and roasting will be found useful.’ Useful—
that’s what she wanted the book to be. Then comes a basic guide on how to turn 
every foodstuff from raw to cooked. At first the suggestions are general. How to 
roast meat, what you do with a fish. And then there are a few gems, such as: “If 
fish is boiled too long and breaks, it is best to add white sauce and chopped up 
hard boiled eggs mixed with it, and serve it as Fish fricassee,’ and see that the 
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fruit is dry before it is added to the cake. Steamed puddings are lighter than boiled 
ones. There are rules for cooking vegetables, time limits for each one, and for 
poultry and game, tips about the right fat for frying, and how to cook casseroles. 
Then a tables of measures ‘and their equivalents.’ The chapter ends with 
‘Suggestions for a list of kitchen utensils required,’ and almost-forgotten words 
like double boiler, pastry board, enamel saucepan, tin plates, salamander, jelly 
moulds (you needed two of these). And some items that sound surprisingly 
modern: a coffee percolator, a mincing machine (22).  
 
Lilla’s detailed outline of the tools of her art serves to highlight the immense care she places in 
her work, as well as her knowledge of and cleverness with an array of ingredients. While not 
creating an actual meal, Lilla remains as detailed as both Mrs. Ramsay and Babette; nothing 
would be left out and nothing was to be done half way. In her introduction, Lilla states that the 
intended purpose of her book will be a “House Wife’s Dictionary and Suggestions,” to pass on 
the knowledge she has acquired. Lilla challenges herself to remember the feeling of being the 
star of the social and the domestic show; the woman with every answer for how every bit should 
find its place. There would be a fantastic element to her creation, even if it could not be tasted, as 
Osbourne tells readers, “at the bottom the introduction is a drawing of wedding guests leaving a 
church. Below that is a quote from Alice’s Adventures in Wonderland. Wonderland. Even as she 
started to write it with the war closing in around her, Lilla knew her recipe book would be a 
fantasy” (22).  While she may no longer have the means to actually create as she had in the past, 
Lilla does not cower from creating through this new medium: words. 
Ultimately, the conversion experience in Lilla’s Feast comes in a different, yet no less 
dramatic manner. The camps change all those who are crammed into them. With the change in 
the daily routine came changes in the prisoners’ mentalities. Such rapid displacement and sudden 
deprivation leaves them fixated on the most common daily pleasure of which they were robbed: 
“Not one hungry soul could open his mouth without talking about food. ‘Our stomachs, like 
implacable slave masters, completely supervised our powers of thought. A conversation might 
Reisenwitz 44 
begin with religion, politics, or sex, but it was sure to end with culinary fantasies.’ Adults talked 
about meals they’d had, evenings out, New Year’s feasts, in ‘intricate details and tasting in our 
excited imaginations long forgotten dishes in restaurants visited in some dim past.’” (Osbourne 
223). Lilla, former mistress of all things of which the prisoners’ fantasized, digs herself out of 
the camp rut in order to give them what she could:  
And when she had finished washing and queuing and cleaning and bartering, Lilla 
would have pulled her typewriter out of its trunk and balanced it n the packing-
case table in the corner of her damp cell. Wound a fresh rice-paper receipt, blank 
paper, American Red Cross paper, any paper she could find, into the machine and 
plunged her fingers onto the keys and into the world that the prisoners tried to 
remember as they worked in the kitchens. The world of seven-course meals and 
servants to run steaming baths. The world of food so fresh that you could hear the 
vegetables crunch as you broke them in two. The world where you had more than 
you could possibly want to eat. The world in which, long ago, somewhere 
between the London smog and the fresh Himalayan air, Lilla had learned she 
could reign supreme. Perhaps when she lent her pages out to other prisoners to 
read, she felt she was reigning supreme again. And that’s what kept her head held 
high in the months to come (214).  
 
Spending nights alone, typing away in her cell, Lilla creates something for which to live. The 
strength of Lilla’s imagination, rooted in the life-shaping experiences of her past, becomes her 
defense mechanism and the source of hope for many of her fellow prisoners.  
Using her cooking again as a magical tool, Lilla launches her own war, replacing her 
culinary artillery with verbal weaponry. Diligently approaching her task, Lilla writes as 
passionately as she would have cooked. Somehow, Osbourne observes, “it was as though, by 
writing down the recipes, or even just the words—chocolate, sugar, tomatoes, lamb—Lilla gave 
them a life of their own inside the camp” (Osbourne 223). Whether it is the gentleness of words 
like “mousse” or “meringue” or the violence connoted by “bitter herbs” or “blood pudding,” 
Lilla expresses her emotions through the recounting of recipes: 
After Lilla’s cakes come her sauces. […] Lilla was trying to weaken the Japanese 
with sauces. Coat them in sauce, simmer them in sauce, drown them in sauce. 
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Anything that might soften them up. […] And if she was trying to cast a spell, it 
worked. It was that June that the mood among the Japanese began to 
waver….Some started behaving more aggressively toward the prisoners. Others 
seemed overly keen to make friends…Lilla wrote a chapter on cocktails as if to 
encourage the guards on their way. A Gin Fizz with sugar and lemon. A 
Manhattan, a jumble of whisky and Italian vermouth…Then a Monkey Gland. 
The gin and absinthe to finish them off.….Make them drunk enough to surrender 
(231).  
 
Yet, Lilla is barred from doing her utmost, as she is challenged to find a way to continue to live 
as her most authentic self despite her placement in an interment camp. To keep her mind off of 
the circumstances, grasping for some sense of normalcy, Lilla struggles to maintain her art 
despite the fact that she has lost the home setting by which she has grown to define herself. 
Osbourne speculates, “as the chasm grew between the food that Lilla was eating and the food 
that she craved, or knew that she needed in order to survive, even bringing herself to type out 
these recipes must have begun to feel like self-torture” (223). By engaging the power of 
imagination, Lilla is able to keep herself and those around her hoping for a world outside of the 
camps.  
Hope for a future world is restored by Lilla’s cookbook; a testament to survivors who 
refused to allow the personal struggles resulting from multi-national conflict to break down their 
spirits as it had broken their homes, their bank accounts, and their bodies. While the world could 
not be restored to way the prisoners knew it before the war, masterpieces such as Lilla’s remind 
each who suffers that moving on is possible: 
And then, surviving this far [two years and just over three months by January, 
1945] might have weakened the prisoners’ bodies, but it had given them a 
learned, inner strength. Enough to keep almost all of them alive. It is still 
dumbfounding to read what Lilla was writing then. […] Thick, yeasty break 
layered with eggs and milk and butter and sugar and raisins and baked until the 
crusts were still crisp but the center had melted into a single, hot, sweet, soggy 
mass. This was Lilla’s feast (Osbourne 224). 
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New traditions will be created and celebrated alongside the old, which thanks to Lilla’s work, 
cannot pass away like so many of the prisoners’ possessions and loved ones. Arranging her 
recipes in such a way, Lilla conveys letters on a page into full meals which begin to satisfy a 
hungry soul. Placing the book in the front entrance hall, the British establishment welcomed 
Lilla’s contribution to the war effort; even as a child Osbourne did not understand the 
conversation surrounding the exhibit, why Great-Granny was being interviewed, and why Great-
Granny’s book was so important when “there were far more exciting things like guns and tanks 
in the museum” (264). Although there is no table in which people gather to share in each other’s 
physical presence and we cannot see the effects of her creation in the same way as we can in our 
other novels, the conversation that is shared as a result of Lilla’s creation is one of hope, which 
speaks the experience of one generation to another in a tangible, lasting way.  
Through Osbourne’s retelling of Lilla’s story, the importance her great-grandmother 
places in remembering and in experiencing through writing becomes apparent. Not only does her 
work survive for her family, but also for other survivors of conflict, and for complete strangers 
who may visit her exhibit. Osbourne’s long descriptions of elaborate meals fully express the 
woman with whom her grand-daughter fell in love:  
I have a photograph, taken…after one such lunch. Lilla is smiling. Not a just-for-
the-camera sort of smile, but a smile that has taken over her whole face—hey eyes 
her eyebrows, her cheeks—and her body. Her head is up, her shoulders are 
relaxed, her arms by her sides, the fingers of her left hand loosely clasped in those 
of the right. […] I think this was one of the happiest times of Lilla’s life 
(Osbourne 162). 
 
In her work, Lilla expressed herself as completely as she knew how. Although unlike the other 
feasts which we have studied, each time Lilla’s recipes are shared, she comes alive, creating the 
same, lasting memory which we see occur for Mrs. Ramsay and Babette. In a unique way, Lilla’s 
creation is just as much of a self-expression as the meals of the other two women and serves as 
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proof of a community’s ability to transcend oppressing circumstances so very far from their 
control. Lilla’s cookbook immortalizes recipes, traditions, and memories the way Woolf and 
Dinesen have immortalized their ephemeral meals as core plot points in their novels. 
Though the success of their works can be measured by the greatness of the effect which 
they have on the community, for each woman, the creation and the planning of the meal is 
primarily a personal triumph whose external effects are almost an afterthought. From 
composition to presentation to consumption, Mrs. Ramsay, Babette, and Lilla create culinary 
masterpieces that define the very nature of their own being. Through selfishly expressing her 
own person in the most authentic way she knows how, each hostess realizes her most fully 
human potential as her expression of order, passion, and love inspires similar emotions within 
those whom celebrate her creation. Engaging the body in action, the mind in planning, and the 
soul in creation, the women perfect their own nature, thus bringing forth the opportunity for the 
similar perfection of others.  
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The Meals as Works of Art: Vehicles of Human Transcendence 
While each hostess effectively touches the bodies, the minds, and the souls of those to 
whom she caters, can their unifying masterpieces be considered as both the ultimate expression 
of themselves and as legitimate works of art? Returning back to the views of two commentators 
which we met in the introduction, we see how the validity of the meals themselves, created in an 
ultimate act of resolution for our female heroines, is up for debate. Elizabeth Telfer asserts the 
argument that in order for the meal to be a masterpiece, it must be appreciated as such from the 
beginning:  
A meal that claims to be a work of art is too complex and long-drawn-out to be 
understandable in terms simply of feeding, and a cook who has cooked a work of 
art is not satisfied if the eaters do not notice what they eat.  Such a cook aims to 
produce a particular kind of pleasure, one which depends upon a discerning 
appreciation of the flavors and how they combine and succeed one another (47).   
 
Telfer concludes that only a creation meant to display the culinary arts can begin to be 
considered as a veritable work of art. Each taste must be almost scientifically evaluated as 
appropriately complementing the flavors and the weight of each dish. Thus, she implies that a 
culinary work of art is highly premeditated and created with the sole intention of its guests 
enjoying the meal for its artistic value rather than considering its nutritional value or, most 
significantly, the setting in which it is consumed.  
Yet, for Leon Kass, the “ennobling” of human dining conveys a major aspect of the 
general refinement and civility brought about by culture, of which art is an integral part. The 
rituals of dinner themselves seek to reflect an understanding of nature and of our place within it; 
a task which the more traditional arts take on as well. Kass explains this general thesis through 
the example of the dinner party, where good food and good conversation complement each other. 
The texts which we have examined in this work strongly support Kass’ interpretation of the meal 
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over Telfer’s. An exercise of each woman’s art, the meal, or the idea of the meal, serves as the 
transformative catalyst for the reconciliation of tensions in each situation. As each woman 
charms her audience, her guests are inspired to give of themselves to their once distant peers. 
When given the opportunity to reflect on this through literature, we see the truth in Kass’ 
assertion.  
Despite Telfer’s conclusion that food cannot ultimately be considered as anything more 
than a minor art, the stories of the women we have encountered in our thesis illustrate the 
transformative effects their artistically created meals have had on their communities. While 
Telfer recognizes literature as an art form, she is unclear in her consideration of food as a valid 
subject for the literary world. She seems to imply that the meal itself, despite being a subject in 
the written realm, neither represents anything new for us nor offers us a different way of 
experiencing the world.  
To begin with, food does not represent anything else, as most literature and much 
visual art does.  We can see the representational arts--painting and literature-as 
telling us something about the world and ourselves, and we can see the world and 
ourselves in the light of ways in which they have been depicted in the 
representational arts.  But we cannot do either of these things with food.  This is 
an important way in which some of the arts have meanings which food cannot 
have (59). 
 
Telfer denies the ability of an experience with food to give us a new or different perspective on 
life or ourselves. By establishing food as a non-representational art, Telfer strips food of the 
potential to change how we may view the world. Although a novel may be appreciated for its 
brilliant delineation of its characters’ experience of a meal, she essentially undervalues our sense 
of taste as a rational tool outside of the literary realm. Yet, the fact that literature which features 
food as a primary subject exists throws her theory into question. 
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While we will explore significance of the written word further as we conclude our study, 
we now begin to see the many ways in which literature conveys the truth of food, validating it as 
a subject worthy of artistic consideration. The meal can be a vehicle through which we 
experience our world, ourselves, and each other in a way worthy of being considered a major art 
in spite of Telfer’s claims. Telfer strongly states, “It might be plausibly claimed, however, that 
the art of food is minor because it is not only simple, but also limited in three important ways: 
food is necessarily transient, it cannot have meaning and it cannot move us” (58). Using our 
works as strong allies, we are able to argue against each one of Telfer’s assertions. Our examples 
speak to and effectively refute her claims by placing emphasis on the way in which the 
celebration of the meal is elevated from the transient to the transcendent.  
Turning to the text, we see Woolf’s novel challenges Telfer’s first argument that the meal 
is simply a transient event, since the timelessness achieved by the meal is the central point to 
Mrs. Ramsay’s dinner party in To the Lighthouse. Telfer explains exactly what she means when 
using the term “timelessness” before marking our fickle appetites as leaving us unable to 
experience food in such a way: 
What I have in mind is such things as a sense of freedom from restlessness or 
pressure of time, a sense of the suspension of time (what people call ‘time 
standing still’), a sense of continuity rather than discreteness.  These things are all 
valued.  [...] Now the activities concerned with food do not cater very well for our 
longing for timelessness. Our appetite for food is subject to a rhythm.  We can eat 
our meals in a leisurely spirit, but we cannot go on savoring the mouthfuls 
indefinitely.  The only aspect of food and drink which offers an element of the 
timeless is slowly drinking a fine wine--by itself, not as part of a meal (Telfer 
123).  
By focusing on the material aspect of the meal only, Telfer is able to make claims that just as we 
cannot actually eat forever, we cannot experience the art of food for an extended period of time. 
Yet, as Woolf’s text explicitly notes, the moment created, of which food is not only a part, but 
also the fundamental reason for coming together, lives in the minds and hearts of those in 
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attendance after its designer has passed away. Clearly, the boeuf en daube will rot; yet, the 
memory of the gathering created is the thing that endures.   
In Telfer’s view, because we cannot actually carry on a meal for an extended period of 
time, we cannot have ample time to contemplate its meaning, as we would a primary work of art. 
Thus, following her treatise on transience is her claim that food cannot carry a meaning. The 
climactic meal in Dinesen’s Babette’s Feast speaks to both Telfer’s issues of transience and 
meaning, since the renewal of relationships occurring as a result of Babette’s meal is an indicator 
of the lasting importance of the event. Telfer notes that while there may be a sense of the 
timeless in our interpersonal relationships, this sense is not conveyed through the dinner party: 
Intense relationships contain the experience of time standing still when the 
participants are together, and while the relationship continues there is often a 
sense that it will go on forever…[…].This quality does not, of course, belong to 
all personal relationships.  In particular, activities concerning food do not acquire 
timelessness simply because they concern other people: giving a series of dinner 
parties is the antithesis of a timeless activity (124).  
 
While Telfer reasons that a repeated activity is in its very essence momentary, to be repeated 
again at another time, Babette’s feast is not the first in a series of great feasts for the villagers of 
Berlevaag. This one occasion is the only one in many years during which the town is able to 
reacquaint themselves with one another. Furthermore, sisters Martine and Phillippa grow to 
understand Babette more deeply, whose true self has been hidden through the twelve years she 
was with them prior to this moment. Each relationship at the table is enriched by the feast, as 
wine is enjoyed and hearts and minds are opened. The meal becomes the medium through which 
the community regains honesty and finds meaning in their own lives. Activities concerning food 
acquire a timelessness not because they concern other people, but rather because of what those 
people share in the meaning and the memory of the occasion.  
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Meaning is also strongly discerned in Osbourne’s Lilla’s Feast, as even the idea of food, 
conveyed through words on a page, is portrayed as having important qualities. Osbourne’s 
primary source accounts from the prison camps suggest food as a primary topic of conversation 
that endured through Lilla’s pages: “In conversation, the images were there for a few tantalizing 
seconds—and then they were gone. Vanished. Not waiting to be turned over and rediscovered as 
they were in Lilla’s recipe book” (223). While we will later discuss the importance of food in its 
specifically written form, the idea of “comfort food,” central to Lilla’s Feast, refutes Telfer’s 
point that food cannot express emotion. Although Telfer agrees with much of our thesis that 
emotion and authenticity is expressed by the cook in meal preparation, she does not believe that 
the product of the cook’s work can be described with emotion:  
The inability of food to express emotion does not mean that cooks cannot express 
themselves in their work.  For one thing, expressing oneself need not mean 
expressing emotion.  Since cooking gives scope for taste, inventiveness and 
discernment, cooks can express these qualities through their cooker.  For another 
thing, cooking can in one sense be an expression of emotion.  A cook can cook as 
an act of love, as we have seen, or out of the joy of living.  But whereas in music 
the emotion is somehow expressed in the product itself-the music can be sad or 
joyful, angry or despairing--in food the emotion is only the motive behind the 
product (60).   
 
Through the personal experience of food which we read in our selected novels, we see how food 
has in fact become meaningful for those who participate in it. Comfort food is named as such in 
Lilla’s world because of the emotions conveyed in its look, its smell, and its taste. Not only does 
Lilla prepare food to comfort her father-in-law and husband on separate occasions, her 
masterpiece is wholly an exercise in sharing the security and refuge that the meal comes to 
connote in Lilla’ life. As Lilla’s Feast implies, eating food can be a highly emotional experience.  
The works which we have studied here strongly question the validity of Telfer’s 
distinction. Both food and the more conventional arts which Telfer mentions can equally be 
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susceptible to subjective judgment. A musical piece that may be angry in Telfer’s interpretation 
may be joyful in another’s. Personal interpretation makes generalizations about such arts 
arbitrary. Telfer tries to isolate food and not include it with the other higher arts. How someone 
is made to feel, the meaning one finds by actually taking the meal into their body creates a very 
intimate connection between body and soul which Telfer seems to forget as a key aspect of art 
appreciation.  
Our works demonstrate that within this intimate connection, we somehow become more 
than we were previously. While we have very literally taken food in, giving ourselves energy and 
nutrients, the act has bettered ourselves as a whole. Eating has the ability to allow us to transcend 
sickness and malnutrition or simply a foul mood. When this act is carried on in community, we 
are moved by the complete human dining experience. All three of the novels referenced in this 
thesis serve to refute Telfer’s concluding claim that food cannot move us. Telfer argues that the 
experience of observing of architecture or listening to music is able to produce an earth-shaking 
quality beyond the experience of enjoying a fine meal:  
 …food cannot move us in the way that music and other major arts can. […]. A 
great building, for example, can move us without itself expressing emotion; so 
can some kinds of music.  But is it true that food cannot move us?  Speaking for 
myself, I should say that good food can elevate us, invigorate us, startle us, excite 
us, cheer us with a kind of warmth and joy, but cannot shake us fundamentally in 
that way of which the symptoms are tears or a sensation almost of fear.  We are 
not in awe of good food, and we hesitate to ascribe the word ‘beauty’ to it, 
however fine it is (Telfer 60).   
  
Telfer’s analogy cannot be made so simply, as the argument can be made both ways. We see 
examples in our text that allow us to attribute the same qualities to food that Telfer ascribes only 
to other arts. In fact, the meal alone has the ability to physically nourish while it also mentally 
and socially engages.  Still, Telfer disagrees: 
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Food does not have the capacity for sublimity; we are not in awe of it, or moved 
to tears by it.  This does not mean that there is anything wrong with enjoying 
food; it only means that there will be limits to the form that this enjoyment can 
take.  If we are seeking experiences which not merely take us out of ourselves, but 
also involve us in something which we experience as much greater than ourselves, 
we shall need to turn to the sphere that I have already mentioned under the 
headings of solitude and timelessness: the major arts, the study and the 
contemplating of nature. All these, at their best, have the capacity to make us feel 
that we are taking part in something much larger than ourselves...my reason for 
deciding this was precisely that food is not capable of arousing this kind of feeling 
of the sublime in us (124).   
While we may not have an experience of God while we bite into a piece of chicken, Telfer’s 
assertions remain subjective. What can we say about the meal in Woolf’s novel that does bring 
about a sensation of fear in its perfection, at least for Lily Briscoe? Spiritual fulfillment for the 
Dean’s sect? Comfort for Lilla and those she serves?  
Food itself, and the tastes, the temperatures, and the textures which accompany its 
consumption, shapes our experience. This experience carried out in the company of others also 
uniquely sets dining apart as an art form, affecting our encounter with it, in the same way as 
watching a movie in a theater with other audience members affects our experience of the film.  
The intimacy of taking food into our body in the experience of a shared meal allows us to 
participate in something larger than ourselves. The whole of To the Lighthouse, Babette’s Feast, 
and Lilla’s Feast prove too strongly that food, especially when eaten as a part of a true dining 
experience, is a type of artistic experience that people can have and can very realistically 
appreciate in a way beyond themselves; a fact which Telfer seems to ignore.  
Ironically, Telfer demonstrates an understanding of the true power of the meal as an 
event meant to bring out the higher nature of human beings, just as she claims any veritable art 
should: 
The pleasure of being entertained in someone’s home is not simply that of having 
agreeable food and drink, which might indeed be better at the pub, but a complex 
pleasure which depends to a great extent on the fact that one is in someone’s 
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home.  Enjoying this pleasure may call also on sensibilities that are not needed in 
the pub.  But what is enjoyed can be at a higher level of experience altogether 
(102).   
 
Yet, despite its mention, Telfer never fully develops the idea; the very idea which our study 
seeks to explicate. Developing the “sensibilities that are not needed in the pub,” is exactly how 
the meal contributes to the perfection of human nature. While we may be in the company of 
others at the pub, the specific pleasures of purposely drawing together for meals and deliberately 
recalling the memories of meals past truly defines the human dining experience. The joys 
celebrated in the home, in community with one another, are significant to human development. 
There truly is a difference between “grabbing a bite” and having a meal. This fact is what our 
thesis has sought to explicate. Humans in community with one another perfect their entire 
natures as they receive the gifts of others’ culinary and conversational talents. They are 
nourished body, mind, and soul around the dinner table.  
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New Perspectives on the Human Dining Experience 
Eating sustains the body, yet a meal sustains the soul. The facilitator of such an occasion, 
the host, demonstrates Aristotle’s assertions that in perfecting one’s self, we become self-
sufficient seekers of happiness for its own sake. This happiness comes from the fulfillment of 
human purpose and the autonomy gained from doing so. All humans are encouraged to take 
pride in being excellent at what they do: “For just as for a flute-player, a sculptor, or an artist, 
and, in general, for all things that have a function or activity, the good and the ‘well’ is thought 
to reside in the function” (7). As a result, self-perfection perfects our relationships with others. 
True friendship, the root of Aristotle’s ideal society, is furthered through the shared meal, 
occasion, or gift each host gives to their guests. These events are veritable instances of the 
importance of human community for Aristotle, as “all the instances of Communion are parts of 
the great Social one: and corresponding Friendships will follow such Communions” (129). The 
human communal experience of taste and conversation together unites the body, the mind and 
the soul in such a way that we leave the table better off than we were prior to sitting down.  
Our thesis develops this point by featuring a novel, a short story, and a biography which 
employs the human dining experience to highlight the importance of food in creating a stable, 
human community. Virginia Woolf’s To the Lighthouse, Isak Dinesen’s Babette’s Feast, and 
Frances Osbourne’s Lilla’s Feast each use a vibrant woman to bring together and to transform a 
disconnected group. As each woman comes to know herself better, capturing and expressing her 
true identity in masterworks of culinary art, her selfish quest brings about miraculous change in 
tense communities. Whether uniting a group of diners too preoccupied within their own 
consciousnesses to recognize the pleasure in spending time with others, or restoring a once 
intimately, spiritually passionate group to its full authenticity as a community of friends, or 
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sustaining hope in the lives of many through bringing back memories of a lifestyle gone by, the 
heroines of our works demonstrate the power the meal has to affect human nature. Each woman, 
acting out of her own nature, illustrates the vitality of the culinary arts in the realization of the 
power and the necessity of community to human living. The shared experience of nourishing the 
body in the company of others suggests that life is not only biologically perpetuating; but 
through that necessity, the conditions are being set for community and relationships to prosper. 
In our study, the written word has taken on a great significance in its ability to delineate 
food as a true human art. The art of literature proves to be a unique medium through which we 
have the opportunity to reflect on the authentic importance that seemingly simple events, 
characteristic of our everyday lives, have in the elevation of our humanity. While we may not be 
able to experience the meal first hand, the accounts we are given of others partaking in the ritual 
meal and the emotions which are evoked by the idea of food suggest that meal’s truly lasting 
effects survive within the characters’ memories. In our reading of the events, by analogy, we are 
given the opportunity to confront our own experience and to recognize the potential for personal 
transcendence as a result of something so often dismissed as daily habit. 
The elevation of a meal progresses much like the plot of a traditional novel, Carolyn 
Korsmeyer suggests as she encourages readers to see the similarities between the narrative and 
the meal: 
Like a narrative, eating is an extended event: it takes time to accomplish.  Its 
effects and enjoyments happen not all at once but sequentially.  Because of the 
temporal dimension of eating—and of tasting and the satisfaction of appetite—
narrative contexts can furnish reflections on the meanings this activity avails.  It is 
the narrative artist who is likely to unpack and reflect upon the phenomena of 
tasting and eating and to record the sensations, thoughts, and recollections 
surrounding these events (186). 
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Here, Korsmeyer clearly explains that the habituation of the meal can contribute to its perception 
as just another banal event of the everyday. Yet, when we are given the opportunity to reflect 
back on a meal from the outlook of a reader, we are more able to realize its potential: “When one 
is used to these practices, when such eating has become part of either the daily or yearly routine, 
the patterns of meaning that eating attains may become hard to discern.  Here the distillery of the 
storyteller can refine and sharpen those shapes and bring them to clarity” (187). Like 
Korsmeyer’s own work, our study has used literature to articulate the significance of the culinary 
arts: how their execution at meal time leads to the perfection of human nature. By selecting 
narratives that provide dramatic epiphanies regarding taste and eating, bringing otherwise 
unnoticed or unappreciated phenomena into prominence, we have been able to offer a further 
opportunity for reflection on the truth of the thesis. 
Not only does the highly transformative power of the idea of food pervade the written 
works we have studied in this thesis, but also, the idea of food universally resonates within the 
real human experience, as any veritable art should. In our thesis, the art of literature calls us to 
reflect on another art, dining. Specifically, Woolf’s novel and Dinesen’s short story write of the 
art of a meal and its ability to recall memories and emotions that allow a meal to affect us. 
Woolf’s Mrs. Ramsay is personally motivated by her passion to serve others and by her desire to 
create a lasting memory. For her, the ultimate parting gift as her guests leave the table is that they 
do not forget all that they may have felt during their short time together. The food, an integral 
part of the moment, endures in the mind through the memories that the senses acquire. For 
Dinesen’s Babette, the tastes of her meal allow her to resurrect the memory of the glorious, 
traditional French aristocracy. Through her art, she is somehow able to celebrate the memory of 
a once great civilization, even one that could rob her of her family and of the life that she knew. 
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In her expression of her past, she passes on the experience of a culture which in many ways 
embodied the best of human achievement in the world to a suffocating community of human 
beings who have been turned toward deprivation rather than celebration.  
Uniquely, Lilla’s Feast is a biography which bridges art and literature by illustrating the 
power of the culinary arts in the written form of a cookbook that offers not only recipes, but also 
retells the true experience of a once living human being. Though creatively expanded on in 
places, Osbourne’s work on the whole is a real account of the life of a woman whose imagination 
and memories of food helped her and others survive a prison camp. While not an actual meal like 
our other examples, the lush words Osbourne uses cannot help but paint a picture for us that is 
enjoyed by the senses. They transport us not only to Lilla’s world but to places in our own lives 
where we have felt the same as a result of a shared meal or they open our eyes to places where 
we may experience them in the future. Albeit second hand, Osbourne’s work serves as a true 
account of how the timeless memories transported via the written word assert food as a serious 
art form. 
Telfer is surely correct in her assessment of literature as a major art form; yet, without 
recognizing the validity of the true reality of the topics which many works explore, something is 
lost. The power of literature lies in its ability to highlight aspects that we can recognize as part of 
the timeless human experience. Literature becomes special to us because we find something in it 
which resonates with our own experience. It verbalizes a thought we may have only had in our 
hearts, highlights an emotion deep within our souls, or transports us to something so outside of 
our own experience that our minds are opened to a new freedom. Even if we are not religious, we 
are in need of reminders like Father Zosima’s: that our own actions have consequences for all.  
Even if we never were a Prince of Denmark like Hamlet, we have all been grief stricken by the 
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loss of a loved one. Even if we never embarked on an epic quest like Odysseus, we can 
understand a longing to return home. And even if we have been told a man can never change, 
women still search for their very own Mr. Darcy.  
The ideas and the memories which all arts call to the fore would mean nothing without 
true evidence of their influence in human life. Food cannot be isolated as a subject closed to 
artistic appreciation, for its creation is one of the most civilizing acts of all humanity. We take 
something that we are naturally given, we transform it in such a way that it becomes more than 
itself, and we take it into ourselves for vital nourishment. The shared experience of this 
satisfaction brings people into communion with one another in a very unique way, creating a 
memory linked to both body and soul.  No other art can we experience in such an intimate way 
that our entire person is advanced.  
Dining is an art, capable of leading to self-perfection in community; and, literature 
enhances our understanding of this art. The idea of food, especially its portrayal through the 
permanent written word, allows us to immortalize an actual experience of dining through the 
different layers of our memory. The written word makes the shared experience of a meal tangible 
to our minds, nourishing to the body; yet, in memory we are moved further, satisfying the spirit.  
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